conflict, he rejects the idea that the human pursuit of violence is biologically determined. But at the same time he thinks it unlikely that future war will concern itself with strategic objectives that would make sense to state officials or generals raised on Clausewitz. Instead, he offers the suggestion that violence of the kind currently seen in Liberia, Mozambique, Angola and Somalia is an expression of the pursuit of extreme freedom from social limitations. When weapons are cheap (an AK47 rifle in Africa costs hardly more than a cassette-radio), and where the state is weak, the men (and in Liberia, women) of violence are induced to gamble with social constraints. Rebels and terrorists alike live (not as Margaret Thatcher thought) on the oxygen of publicity but on that of Schadenfreude. Their excitement comes from testing established norms to destruction: war is about casting social restraint to the winds.
Having recently returned from areas in eastern Sierra Leone devastated by Liberian rebels, I find van Creveld's argument depressingly convincing. Friends who had survived the rebel terror found it hardest to account for the intensity with which the rebels had waged war on local societal values. Teenage children, forcibly conscripted to the rebel cause, had been driven at gun-point to mutilate and kill members of their own communities, sometimes their own kin. Torn away from their families, these youngsters are now a purposeless endemic fighting force in the forests of eastern Sierra Leone, unable to surrender because of the atrocities they had been forced to commit, but prevented from retreating into the territories controlled by their erstwhile captors for fear that their wild asocial violence might be infectious. Similar accounts are given of the emergence of Renamo as an endemic rebel movement-without-cause in Mozambique.
What defences are there against the spread of this kind of violence? What, if anything, does anthropology have to say about the capacity to generate a sense of civil society in such an unpropitious setting -in circumstances where there is no longer any normality to which to return, where 'habitus' (to use Bourdieu's term) has been torn up and defiled? This, it seems to me, is the real theoretical challenge for famine and disaster studies in Africa today. When I reflect on the problems of those who will have to take charge of the habilitation (if not re-habilitation) of youngsters from the Liberian border lands, now lost to their natal communities, perhaps for ever, I begin to suspect anthropology will have to abandon its preoccupation with social continuities and inherited symbolic templates and foster a greater concern for the cognitive and performative abilities through which human groups improvise fresh beginnings. Perhaps Megan Vaughan's focus on famine as expressed through song was even more apposite than her readers realized at the time, for it may be that overcoming the effects of famine (and war) requires the ability to dance to a new tune. C convergence with the work of contemporary film makers like Asch, the MacDougalls, Kildea, Preloran, Rouch and others, indigenous cultural self-documentation tends to focus not on the retrieval of an idealized vision of pre-contact culture but on 'processes of identity construction' in the cultural present (n.d. 1 1). Here, indigenous video makers converge significantly with tendencies in Western cultural theory such as the work of Stuart Hall and the Cultural Studies group, which rejects the notion of 'authenticity' as applied to an idealized conception of 'traditional' culture and emphasizes the ongoing production of ethnic, cultural and subcultural identity through the construction of 'hybrid' representations, combining aspects of mass culture and technology with more traditional elements (Hall 1990; 1992) . Emphasizing the similarities as well as the differences between contemporary ethnographic film and indigenous media, Ginsburg has suggested that both should be seen as 'cultural media', which use contemporary Western film and video media technology for the purpose of 'mediating culture' between social groups, whether societies of different culture, or older and younger generations within the same indigenous society. The point is that 'cultural media' form part of a social project of communication of cultural knowledge for political and social ends, such as overcoming prejudice through inter-cultural understanding, or reproducing ethnic identity and political cohesion. Ginsburg's concept is an attempt to shift the focus of the term 'media' from the denotation of technologies of representation or the representations in themselves to the social process of mediation in which they are used:
Mokuka with Granada
In order to open a new 'discursive space' for indigenous media that respects and understands it on its own terms, it is important to attend to the processes of production and reception. Analysis needs to focus less on the formal qualities of film/video as text, and more on the cultural mediations that occur through film and video works (n.d. 4).
The emphasis on processes of production and reception, and on media as 'mediation' provides a useful point of departure for my account of Kayapo video, but 'mediation' is a Protean notion that can subsume many specific meanings. As I proceed it will be necessary to emphasize a number of differences between the sorts of mediation going on in indigenous, or at any rate Kayapo, media and those involved in ethnographic film and video.
Social effects of indigenous media in indigenous communities
One major difference concerns the act of video-making itself. As video takes on political and social importance in an indigenous community, which member of the community assumes the role of video cameraperson, and who makes the prestigious journey to the alien city where the editing facilities are located, become issues fraught with social and political significance, and consequently, social and political conflicts.
I have been surprised by how little this fundamental point crops up in the literature or in presentations at film festival or discussions at conferences. It is common to hear those involved in indigenous film and video, indigenous persons and sympathetic non-indigenes alike, proclaim that the guiding principle of their work is the integral vision of the interconnectedness of all things inherent in Amerindian, or as the case may be, Aboriginal or Inuit cultures. Yet few of these same eloquent evocations of the spiritual interconnectedness of the whole are accompanied by any reference to the effects of the activities of the film-or videomakers upon the communities in which they worked (in some instances, their own). Few reflect upon the possible effects of an objectifying medium like film or video on the social or cultural consciousness of the people filmed (Michaels again being perhaps the most notable exception: e.g., Michaels 1984). Few discuss who ends up owning or controlling access to the films or videos at the community level.
These may seem petty issues with no connection to the grander issues of theory and politics normally addressed in the anthropological and media literature; but they are often the channels through which an indigenous community translates the wider political, cultural, and aesthetic meanings of media such as video into its own local personal and social terms. They can have cumulatively important effects on the internal politics of a community and the careers of individuals. It is especially important for non-indigenous people working in the field of indigenous media to pay attention to this level of phenomena and to try to make allowance for the specific effects their projects or support may have in the communities where they work.
Among the Kayapo, for example, becoming a video cameraperson, and even more importantly, a video editor, has meant combining a prestigious role within the community with a culturally and politically important form of mediation of relations with Western society. As a combination of the two main prerequisites for political leadership in contemporary Kayapo communities, it has been one way that people have promoted their political careers. Several of the current group of younger chiefs acted as video camerapersons during their rise to chieftainship, and a number of the more ambitious younger men have taken up video at least in part in the hope of following in their footsteps.
My general point is simply this: an outsider attempting to facilitate the use of video by a community, either for political or research purposes, by donating a camera or arranging access to editing facilities, quickly finds that she or he does not escape the invidious implications and responsibilities of 'intervention' simply through handing over the camera to 'them'. Precisely whom she/he hands it to can become a very touchy question, and may involve consequences for which the researcher bears inescapable responsibility. The act of video making itself, when done by an indigenous person or member of a local community, begins to 'mediate' a variety of social and political relationships within the indigenous community in a way that has no exact parallel when the video maker is an outsider, as is the usual case in documentary and anthropological film and video-making.
There is a complementary side eto this point, which is that for a people like the Kayapo, the act of shooting with a video camera can become an even more important mediator of their relations with the dominant Western culture than the video document itself. One of the most successful aspects of the series of dramatic Kayapo political demonstrations and encounters with the Brazilians (and other representatives of the Western World system such as the World Bank and Granada Television) has been the Kayapo's ostentatious use of their own video cameras to record the same events being filmed by representatives of the national and international media, thus ensuring that their camerapersons would be one of the main attractions filmed by the other crews. The success of this ploy is attested by the number of pictures of Kayapo pointing video cameras that have appeared in the international press. The Kayapo, in short, quickly made the transition from seeing video as a means of recording events to seeing it as an event to be recorded. Center in Sao Paulo. He had already mastered the basic editing techniques and was able to work without the assistance of a technician. As in all cases, I first went over his originals with him to do an ethnographically annotated shot record, then served as editing assistant keeping the shot record. Mokuka directed the video from which these excerpts are taken about his own work, in order to bring back to his and other villages a record and explanation of his editing work and why it is important to the Kayapo people as a whole. This is his explanation, in Kayapo, which I will translate in voice-over:
Right. All over the world people are looking at these videos we are making of ourselves. excellent vantage point for studying this process while making myself useful and not being over-intrusive. Let me illustrate some of the points that have emerged.
[Video cut 3: men's naming ceremony, same dance, 3 repetitions] This is a men's naming ceremony, the Mebiok, as performed in the village of Kubenkakre; Tamok was the cameraman and editor (this was the video he was editing in last cut you saw). The ceremony has the form of successive performances of the same suite of dance steps, each with its own song. This one is called 'Raise your wings'. In the cut you see the three successive performances that constitute the framework of the sequential order of the ceremony.
The initial performance, which marks the beginning of the ceremony as a whole, is held at a spot in the forest far from the village. You will have noticed the emphasis on uniformity of movement and singing in unison. Everyone is doing the same step, singing the same song.
The second performance marks the temporal halfway point of the ceremony. The performers have also come half-way in their spatial trajectory from forest to central village plaza, where the final performance will be held. While the song, gestures and step are the same, the dancers now wear decorations, and women -the paternal aunts or grandmothers of the little boys who will be named -have joined the dancing line, some carrying the boys.
The spectacular final performance takes place in the central village plaza, with everyone performing the same songs and steps, but now with a complete outfit of ritual regalia, including the gorgeous feather capes that are the most valued items of Kayapo ceremonial finery. Through successive replications the performance has become simultaneously complete (all its parts being present in the proper order) and fully socialized (moved into the centre of the village), or in other words fully reproduced as a social form.
In Kayapo thought, replication of originally 'natural' forms (like the ceremonial song, 'Raise your wings', originally taught to a shaman by a bird) through concerted social action is the essence of the production of human society. It is what 'culture' consists of. The perfection of such socialized forms through repeated performance embodies the supreme Kayapo value, at once social, moral and aesthetic, of 'beauty'. Note that 'beauty', in this sense, comprises a principle of sequential organization: successive repetitions of the same pattern, with each performance increasing in social value as it integrates additional elements and achieves more stylistic finesse, thus approaching more closely the ideal of completeness-and-perfection that defines 'beautv'. This is what Tamok's video of the ceremony also does. He faithfully shows every repetition of every performance, each with its successive increments of regalia and participants. His video replicates, in its own structure, the replicative structure of the ceremony itself, and thus itself creates 'beauty' in the Kayapo sense. The master categories of social production and cultural value, replication and beauty, thus become the master schemas guiding Tamok The first cut shows part of a dramatization by the Kayapo of Juary of the way they would capture and expel gold miners who invaded their territory. The idea of the skit was suggested by the Brazilian video crew, but the Kayapo carried the idea much farther than the Brazilians had imagined. They were totally surprised by the final scene of the Kayapo performance. Following the capture of the miners at their camp, the Kayapo men bring the captives back to their own village to be gone over by the women, who await them, knives in hand. The irony of this dramatization is that the miners are played by real miners who were living and working only a kilometre from the community, with the full consent of the community leader, who was receiving a 10% cut of the proceeds. The episode dramatically condenses the ambiguities of the contemporary relationship of the Kayapo with Brazilian miners and loggers, some of whom are repelled as invaders but others invited as royalty-paying concessionaires, with identical environmental effects. j-.l ....................................~~~~~~~~.... ........ l   M   ............... . ..  ; An example of the latter may serve to illustrate the general point. In December of last year a young leader from the large village of Gorotire, who was about to lead some 60 followers to found a new village at one of the frontier posts the Kayapo have established along the boundaries of their reserves, telephoned me from a nearby Brazilian town to ask me to come down and video the group's departure for the new village. 'Hurry, we're leaving Saturday', he said (it was then Tuesday). There were no Kayapo video cameras or camerapersons available, and the leader of the group was intent on having a video documentary made of the foundation of the new village under his leadership. He wanted a public record of what was to be, for him, his first major chiefly act of authority, to help him in establishing his claim to chiefly status. He also hoped that the video document would help to lend social facticity to the new community itself, which needed all the reality reinforcement it could get (it actually fell apart as the result of internal squabbles only six months later, before we could get the edited video back to show the community). Although I was unable to go myself on such short notice, I was able to arrange for a Brazilian video maker who had previously worked with the Kayapo and two colleagues to accompany the group and do the job.
[Video cut 11: enactment of founding new village of Juary]
Here are some scenes from the video they made. They arrived after the group had arrived at the new site, but the Kayapo, unfazed by this, and calling upon their rich mimetic traditions, re-enacted their departure for the new site, so that it could be put at the beginning of the video they were having made of themselves. They continued to enact for the camera the aspects of village life they thought proper to a good community, which they wanted to represent themselves as being. Here, then, is an instance of spontaneous reflexive mimesis: the Kayapo acting themselves, for themselves. This case illustrates several points about the purposes served by Kayapo video records. The Kayapo do not regard video documentation merely as a passive recording or reflection of already existing facts, but rather as helping to establish the facts it records. It has, in other words, a performative function. Political acts and events which in the normal run of Kayapo political life would remain relatively contingent and reversible, the subjective assertions or claims of one individual or group remaining open to challenge by other groups with different objectives or interpretations (for example, a young leader's claims to chiefly authority), can be rendered by video in the form of objective public realities. The representation of transient events in a medium like video, with its capacity to fix the image of an event and to store it permanently in a form that can circulate in the public domain, objectively accessible to all in exactly the same way, make it a potent means of conferring upon private and contingent acts the character of established public facts. The properties of the medium itself may in this way be seen to confer a different kind of social reality on events than they would otherwise possess.
Here, then, is another way in which the mediation of social reality by indigenous media may involve different cultural and conceptual mediations than in the case of ethnographic film. The medium mediates its own properties as a permanent, objective, publicly circulating representation to the indigenous culture's consciousness of social reality. The Kayapo penchant for using video not only to document historic encounters with Brazilian state power but internal political events as well, such as meetings of chiefs or the founding of a new village, may be understood in part as an attempt to infuse these events with the more potent facticity and historical permanence conferred on Western political events by Western telemedia. The notion of an objectively determined social Reality permanently fixed by public documents, which many non-literate societies first acquired through the medium of writing, has come to the Kayapo and some other contemporary nonliterate peoples through the medium of video. To this extent, it seems fair to say that video has contributed to a transformation of Kayapo social consciousness, both in the sense of promoting a more objectified notion of social reality and of heightening their sense of their own agency by providing them with a means of active control over the process of objectification itself: the video camera. A case in point: when I was with the Kayapo in July, a scandal exploded in the Brazilian news media about the alleged rape of a Brazilian girl by the Kayapo leader, Payakan. In the Brazilian media, the case was being built into a general attack on the Kayapo and other indigenous peoples, with emphasis on the corrupting effects of allowing them to control their own lands and resources. Kayapo leaders, with considerable restraint and collective discipline, had refrained from replying, waiting for the storm to pass before making a concerted statement on the case and the Brazilian response to it on behalf of their people as a whole. When I arrived with a video camera, however, they seized the opportunity to have leaders, both male and female, make statements which I could then subtitle and get broadcast on Brazilian television, so that the Brazilians could for a change hear the Kayapo side of the story through their own media. Here then is another facet of the Kayapo use of video media, in this case to insert their own voices directly into the media of the Western 'Other', an exercise that might better be characterized as defiant discord than cooptative polyphony. Cultural mediation and 'hybridization' in the interethnic situation One of the most disconcerting things about free-ranging 'Others' to some current Western champions of cultural 'difference' is how little concerned they tend to be with the 'authenticity' or cultural purity of their life-styles, as defined from the base-line of nostalgic Frankfurtlich notions of 'traditional culture'. The realities of cultural politics, in inter-ethnic situations like those in which virtually all the World's indigenous peoples now live, put a premium on the ability of these minorities to integrate into their own cultures the institutional forms, symbols and techniques by which the dominant society defines its relations to them, and thus in some measure to control them on their own terms. A condition of success in this, and thus a prerequisite of cultural and political survival, is the ability of a group to objectify its own culture as an 'ethnic identity', in a form in which it can serve to mobilize collective action in opposition to the dominant national society and Western world system. For contemporary indigenous peoples, in other words, the objectification of their own cultures typically forms one side of the struggle for cultural and social survival, whose complementary aspect is the hybridization of their cultures in Hall's sense through the incorporation of elements, techniques and perspectives of the dominant culture. Indigenous media play a key role in both aspects of this struggle.
Video as political rhetoric
All this means that indigenous peoples like the Kayapo tend to be far more concerned with the pursuit of inter-cultural adulteration, as far as possible on their own social and cultural terms, than the maintenance of cultural virginity.
The Kayapo, at least, with characteristic panache, have thrown themselves into inter-cultural adultery on a grand scale. Since communal ceremonies are for them the supreme expressions of shared sociality, it seemed, to the Kayapo village of Kubenkranken, a logical step to appropriate the most important national ceremony of Brazilian society, the celebration of national independence on the 7th of September. The appropriation of ceremonies from other indigenous societies such as the Juruna and Karaja is itself a traditional feature of 'authentic' Kayapo culture. These 'borrowed' ceremonies retain many of the original songs, elements of costume and choreographic patterns, but are recast into the forms of Kayapo social organization, with the dancers grouped by gender and age set. In the case of the Kubenkranken celebration of the Sete de Setembro, they were advised and in part led by the new Brazilian teachers sent into the community by FUNAI, one of whose sons can be seen leading the drum corps. Setembro on their own. I confess to having felt rather horrified when I saw it (it is not the aspect of my own culture of which I am most fond, and I did not like the reinforcement it seemed to provide of the Kayapo reputation in some quarters as the storm-troopers of the Amazon). I was delighted when some Kubenkrankens told me that they had abandoned the rite after only one more performance the following year, because 'they didn't like it'.
The ceremony of the 7 Setembro, as adopted, performed and photographed by the Kubenkranken, is paradigmatic of the complexities and ambiguities attaching to the concepts of cultural 'authenticity', 'difference', and 'Otherness' in real situations of interethnic coexistence. 'Difference' and identity in such situations may not appear contradictory or mutually exclusive to the indigenous people involved, but complementary and interdependent. One of the ironies of this fashionable discourse of 'Otherness' is that it tends to exaggerate the potency of Western representations to impose themselves upon the 'Others', dissolving their subjectivities and objectifying them as so many projections of the desire or gaze of the dominant West. It is therefore salutary to note that after trying out their own (creatively reworked) version of a key Western collective representation of nationhood, the Kayapo became bored with it and stopped. The inexorably compelling gaze of the dominant West was in this case stymied by a simple cultural yawn from the unimpressed 'Other'.
It is also important to be clear that in appropriating the political ritual of the dominant nation state, the Kayapo were not simply passively succumbing to 'objectification' and absorption by an irresistible Western form of representation, but pursuing what they perceived as their own interests as they both conflicted and converged with those of the enveloping national society. They were, in other words, acting very much as 'subjects' of their own history as Kayapo.
After the flag-raising, the requisite 'patriotic' oratory consisted mostly of a passionate recitation of grievances against the Brazilian state, thus making it very clear that the Kubenkranken conceived their performance of the national ritual as legitimating their expression of grievances against, and demands upon, the Brazilian nation, rather than simply acquiescing in its domination. The Kayapo, in other words, used the ceremony as an occasion for defiantly asserting their differences with the Brazilian state and society even as they asserted their place within the multi-ethnic Brazilian nation.
Let us suppose for a minute, however, that by some criterion the Kayapo of Kubenkranken might be said to have definitively forfeited their 'Otherness', their distinctive character as Kayapo, through their adoption of the Independence Day ritual and perhaps other Brazilian cultural forms. They would then be Westerners, albeit of a rather aberrant sort, and as such presumably once again endowed with freely assertible, authentic subjectivity. This is the part I like about the radical discourse of Otherness. Either you are an authentic Other, and therefore still a subject, or you are an inauthentic Other, an objectified projection of the West, but therefore then part of the West, the culture of triumphant subjectivity, and therefore a born-again subject. Which is it to be, the Other as 'presenter' or as 'representer'? The answer, of course, should be, 'both', since virtually all 'presentation' necessarily involves myriad embedded representations, linguistic, imagistic, social and conceptual (that, I would have thought, 'is what we call "culture"').
These confused and confusing assertions collapse when confronted with a real case like that of the Kayapo. Of course the Kayapo 'present' themselves to one another, but their culture also includes extremely elaborate representational forms like those illustrated in the examples of ritual and oratory presented (and represented) in this lecture. The Kayapo are so interested in video and its representational possibilities because they are keenly aware that the social circumstances affecting their presentation of themselves to one another are changing in ways that strain the capacity of their traditional modes of representation either to represent or reproduce. They are therefore interested in new media of representation, and are in turn using these new media in ways that affect and transform their culture and their conception of themselves. So, yes, it is very much 'a matter of people having cameras for the first time', and using them as tools for 'defining culture', in the process developing 'new self-definitions' of what their culture is. Fanis's cavalier assertions to the contrary serenely proceed from his own theoretical first principles, never once, in his entire paper, pausing to consider how differently things might appear from the standpoint of any of the non-Western Others with whom he purports to be concerned. His entire argument is in fact profoundly and unrelievedly ethnocentric (a besetting vice of postmodern discourse on the Other), and in its own condescending construction of the West as the only viable subjectivity ('we of power are the subjects': 177) embodies precisely the disempowering impact of the West on non-Western cultures which he purports to decry.
The same unselfconscious and unselfcritical ethnocentrism is evident in the series of counterfactual assertions he makes about the Kayapo, redefining their reality as a projection of his own ideological gaze without feeling the slightest obligation to offer any evidence in support of his claims. The Kayapo, he declares, are not the primary audience of their own videos, and hence their representations of themselves in them, down to and including such specific devices and techniques as framing and sequence, must obviously be determined by the alien Western standards of their primary audience, Western viewers (175). I have devoted a good part of this paper to demonstrating the contrary of each of these obiter dicta, specifically including Kayapo modes of framing and sequence. Faris further asserts that 
